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Roque Cordero (1917-2008) is the most recognized and accomplished composer of 
Panama. Even though his music is not yet well known on the concert classical stage, he has 
contributed to Latin American repertoire with his vast catalog of music. Richness is created 
by the mixture of twelve-tone technique combined with Panamanian musical folk elements 
and other Latin-American rhythms.  
The objective of this monograph is to better understand the Sonata for Cello and 
Piano and the Soliloquio No. 6 for cello solo, particularly to describe and analyze its 
structure, and to look for traces of Panamanian folk music. The intent is that the analysis 
can be used as a guide to learn about the Panamanian composer Roque Cordero; to have a 
better understanding on how Panamanian elements have been used in dodecaphonic pieces, 
and to provide an overview to cellists about how his music is organized and help them 
decide how they would like to interpret these pieces.  
This thesis is divided in four sections. Following the introduction comes a review of 
Cordero’s life and musical output as well as an analysis of the factors that could have 
influenced these compositions. The third section includes a description of structure and 
analysis of both cello pieces. Finally, the main conclusions of this work are presented. The 






Since beginning my search for a topic, I wanted to look for a significant piece that 
would be historically valuable, challenging to learn and perform, and one that was 
undeservedly under-recognized and would hopefully start to find its way into the cello 
repertoire. I began by looking at what my countrymen had done, and I found Roque 
Cordero. Cordero had written two pieces for cello of which I had never heard a single 
performance, recorded nor live. One of these two pieces, The Sonata for Cello and Piano is 
published, and Soliloquio No.6 is not. I did find that other Panamanian composers had 
written for cello. My brother, violinist Luis Casal and I had personally invited Maestro 
Cordero to be the Honorary Artistic Advisor of our National Annual Music Festival of 
Panama, Alfredo De Saint Malo in 2007-2008. Cordero already had an established 
reputation as the most important living Panamanian composer, so I felt duty bound to learn 
and investigate theses pieces further. I wanted to learn for whom these pieces were 
composed, if they were performed, how they were written or constructed, and if they were 
truly of interest to be performed.  
Roque Cordero was born in Panama, in 1917. Coming from a humble family with 
no musical background, he became one of the most notable and creative personalities in 
Central America.1 Several orchestras, chamber groups, and soloists in the United States, 
Europe, and Latin America have performed and recorded Cordero’s works. His 
                                                             
1 Gerard Béhague, “The Hispanic World, 1918-45,” in Modern Times from World War I to the Present, ed. 
Robert Morgan (Englewood Cliffs, New Jersey: Prentice Hall Inc., 1993). 
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compositional style fuses dodecaphonism with the rhythmic elements of Panamanian folk 
dance and music2,3.  
During his lifetime, Cordero composed only these two pieces for cello: the Sonata 
for Cello and Piano (1963), and the Soliloquio No. 6 for cello solo (1992). Even though 
Cordero’s notoriety is great, neither of these cello works have been commercially recorded 
nor has proof of any academic documentation or study been found on them. An interesting 
aspect to consider is that both works are dedicated to accomplished cellists: the Sonata for 
Cello and Piano was dedicated to Adolfo Odnoposoff, and the Soliloquio No.6 for Cello 
Solo was dedicated to Ko Iwasaki.  
The objective of this monograph is to dissect the Sonata for Cello and Piano and the 
Soliloquio No. 6 for Cello Solo, examine their structure, and to analyze and look for traces 
of Panamanian folk music, all in the name of an interpretation and performance of these 
works. 
This thesis is divided into four sections. Following the introduction a review of 
Cordero’s life and musical output as well as an analysis of the factors that could have 
influenced his composition of these works is presented. The third section includes a 
description of the structure and analysis of both cello pieces. Finally, the main conclusions 
of this work are presented. Already, the knowledge and information gathered here has been 
of great benefit in a concert I gave of the two works on April 23, 2014. 
                                                              
2 Marie Labonville, “Roque Cordero (1917-2008) in the United States.”  Paper presented at the Latin 
American Music Center’s Fiftieth Anniversary Conference “Cultural Counterpoints: Examining the Musical 
Interactions between the U.S. and Latin America,” Indiana University, Bloomington, 2011.    
https://scholarworks.iu.edu/dspace/bitstream/handle/2022/15513)  (accessed April 8, 2014). 
3 Luis Casal, “Panamanian Art Music for Strings: Works for Violin/Piano and Violea/Piano by Roque 




Roque Cordero’s Life, Legacy, and Selected Works 
The following chapter provides some insight to Roque Cordero’s life and career. Its 
main focus consists of those aspects of his life leading up to and during the composition of 
the two selected pieces for this thesis, The Sonata for Cello and Piano (1963) and the 
Soliloquio No.6 for Cello Solo (1992).  
The information for this chapter was gathered mainly from an extensive 
transcription of varying written sources discussing Maestro Cordero. Currently there are six 
doctoral dissertations, six master theses, four essays, and three short analytical studies 
relating to Cordero’s music. Some of the studies target particular musical works (i.e. his 
symphonic works, piano compositions, chamber music works, among others), while others 
place his work in a broader framework of Panamanian music. Annex 1 provides a list of the 
academic works that have been studied, or written about. No book-length biography of 
Cordero has been published, however, an American author, Marie Labonville, is presently 
writing his biography. This information was complemented with information gathered 
during several interviews with people very close to Cordero’s life and musical work, 
namely: Ko Iwasaki, Berthe Huberman Odnoposoff (Odnoposoff’s wife), Germán 
Gutiérrez (a pupil and very close friend of Cordero), Dimitri Cordero (his son) and Marie 







Cordero’s Life  
Roque Cordero was born in 1917. Coming from a humble family with no musical 
background he became one of the “most notable creative personality of Central America”.4 
During his childhood, most public schools had no music program, nor was there a public 
conservatory in Panama anywhere. In fact, during his childhood years he was not interested 
in classical music; although his interest began later on as a result of a series of “amazing 
circumstances”5.  
During his teenage years he was mainly exposed to popular music (Marches, 
Dances, Tangos, Pasillos, Fantasias of Italian Operas, and Spanish Zarzuelas), and he 
taught himself solfege and harmony.6 In 1934 he began to receive musical training from 
Maximo Herculando Arrates Boza (1859-1936). Around this time, he also received lessons 
from Pedro Simon Rebolledo Puello (1895-1963), Herbert de Castro (1905-1969), and 
others. During this period, Cordero composed several popular pieces, which were all played 
by local bands, and he himself performed several of his own arrangements and adaptations 
of mostly popular music. With these works he gained acceptance and certain level of 
success at a national level7.  
Roque Cordero started his career as a performer with the violin, which he played in 
his early twenties (circa 1939-1943) with the newly created Symphony Orchestra of 
Panama (later the National Symphony of Panama), but he also played the clarinet and viola.                                                               
4 Béhague, “The Hispanic World, 1918-45.” 
5 Labonville makes a description of this “amazing circumstances” based on Cordero’s “Roque’s Memoirs” 
(transcription of informal oral memoirs dictated during the 1980s and 1990s; typescript, private collection of 
Roque Cordero). These memoirs were dictated into a tape recorder while Cordero and his wife made lengthy 
automobile trips. Cordero’s wife later transcribed the tapes into a 183-page typescript that was intended for 
members of the family. 
6 Roque Cordero, “Remembranzas de Roque Cordero”, Revista Loteria, 368 (1987): p. 16. 
7 Efrain Cruz de Gracia, “Roque Cordero, Compositor Panameño, Visto a Través de Algunas de sus Obras 




According to Dimitri Cordero, his father’s account on how he began to play the viola was 
that, at some point, the orchestra conductor, who played the viola himself, complained that 
he wished he had someone who could play the viola. Cordero cheerfully volunteered to 
give it a try. He had never played the viola before, but could read the C clef, so he 
continued as a viola player in this orchestra.8  
In 1939, he composed Capricho Interiorano, his first piece to be performed by a 
professional orchestra. In 1943, with the help of Myron Schaeffer, an American composer 
living and working in Panama,9 he came to the United States of America on a nine-month 
scholarship to study music education.10 
A month into his studies in Minnesota, while conducting his band piece in a 
university concert, Cordero met John Sherman, a renowned music critic from the 
Minneapolis Star. Sherman was impressed by Cordero, and introduced him to Dimitri 
Mitropoulos, conductor of the Minneapolis Symphony. Although Mitropoulos was 
impressed by Cordero’s piece, he argued that he needed training in counterpoint, and 
introduced Cordero to Ernst Krenek, from Hamline University.11 Cordero went on to study 
musical composition with Krenek for three and a half years.12,13 In 1947, he graduated 
Magna Cum Laude from Hamline University14. After graduation, while he received the 
Guggenheim Fellowship, he remained in the States for another three years until 1950.15 
                                                             
8 Dimitri Cordero, email message to author, February 11, 2015. 9 Cordero was a student of Schaeffer, in music appreciation course at the University of Panama (Dimitri 
Cordero, email message to author, February 11, 2015) 10 Dimitri Cordero, email message to author, February 11, 2015. 
11 Labonville, “Roque Cordero (1917-2008) in the United States.” 12 As a demonstration of the esteem that Cordero had towards Mitropoulos, one of Cordero’s first child was 
named Dimitri (personal communication Germán Gutiérrez, March 29, 2014). 13 Dimitri Cordero, email message to author, February 3, 2014. 
14 In 1966 he received the Doctor honoris causa diploma from this University. 
15 Dimitri Cordero, email message to author, February 11, 2015. 
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Studying with Krenek, one of the main exponents of Schoenberg’s Second Viennese 
School, will become a major influence in his career as a composer, the reason for 
“Cordero’s marriage with dodecaphonism”.16 
After seven years of living in the United States, he returned to Panama in 1950 
eager to share his knowledge with his fellow Panamanians. He was offered a part-time 
teaching position in music Theory and Harmony at the Panama’s National Conservatory of 
Music, and later on the position of Assistant to the Director, a position in which he found 
several challenges. Number one, the level of Panamanian musicians was not high enough to 
play his pieces. He found that most of the students approached music as a hobby and not as 
a career given that there were few possibilities for such. Furthermore, he experienced a 
defiance to his introduction of change that would improve the situation. In 1953 he was 
appointed Director of the Conservatory. Still he encountered resistance and opposition from 
peers and politicians, and needed to work under severe economic constraints.17  
Finally, in 1966, frustrated and disappointed, he left Panama to accept a three-year 
position at Indiana University as Assistant Director of the Latin American Music Center 
and teacher of composition. “Cordero began his voluntary exile in searching for a 
supportive artistic environment in the name of his country, outside of his country”18. His 
friend, German Gutierrez, refers to the mixed feeling that Cordero had about his homeland, 
Panama: “…nostalgic, mixed with a bitter taste generated by the ignorance and lack of 
recognition to his efforts to improve the Panamanian classical music world and the quality 
and value of his work.” 19 After three years at Indiana University and three years working 
                                                             
16 Germán Gutiérrez, interview by author, March 29, 2014. 
17 Casal, “Panamanian Art Music for Strings:” 
18 Ibid. 
19 Germán Gutiérrez, interview by author, March 29, 2014. 
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for his publishing house Peer Southern as a music editor, he took a position at Illinois State 
University’s first professor of composition. This opportunity at Illinois State University 
“immersed him in the musical life,” kept him close to world-class musicians he could 
compose for, and facilitated his creation of the annual Latin American Music Concert, an 
event where he could showcase his music and the music of composers across the 
Americas.20  
In 1987, being 70 years old, he retired from full-time teaching. However, until 2000 
he continued to teach composition part-time, at Illinois State University. He also continued 
composing, attending international festivals, and accepting commissions as well as 
invitations as a lecturer and guest conductor. In 2000 he moved with his wife to Dayton, 
Ohio, where his oldest son still lives. He remained there until his death in 2008.21 In August 
2012, as a tribute to his love for his country, his mortal remains were transferred to 
Panama22. 
According to Cordero’s son, Cordero never made a “blanket statement” about his 
thoughts on the future of classical music in Panama. However, he received important 
encouragement from many of his contemporary countrymen who worked towards raising 
the cultural level of Panama.23 
 
                                                             
20 Dimitri Cordero, email message to author, February 11, 2015 
21 Labonville, “Roque Cordero (1917-2008) in the United States.” 
22 Germán Gutiérrez, interview by author, March 29, 2014. 




Labonville describes him as an “energetic musician who was active as a conductor, 
educator, writer, and composer.”24 Prominent artists and institutions such as Adolfo 
Odnoposoff, Dimitri Mitropoulos, the Koussevitzky Foundation, the Catholic University of 
Chile, the Third Festival of Caracas, the Council of the Arts of Illinois, the University of 
Hamline, the University of Alabama, the Second Festival of Guanabara in Brazil, and the 
Kennedy Centre, among others, have commissioned works by Cordero. His mature works 
include approximately twelve pieces for piano, fourteen for orchestra, five for string 
orchestra, three for soloist and orchestra, thirty-two for chamber ensemble, five for chorus, 
one for chorus and orchestra, two for ballet dancers, and one film score.25  
Noteworthy soloists, chamber groups and orchestras have performed and recorded 
Cordero’s pieces in Europe, South, Central and North America. Although he is first and 
foremost a composer, Cordero has also been guest conductor, active lecturer in various 
countries and has served on juries for many international composition competitions26.  
His legacy also includes harmony, counterpoint and solfege methods, along with 
sixty prosaic writings, some of them related to music in Panama, music education, or the 
subject of musical nationalism27. 
All of Cordero’s compositions have been printed, although only about half of his 
compositions are published commercially, mostly by Peer Classical. The works not yet 
published belong mainly to his early composition days and to a period in the 1980s and 
1990s when he composed many shorter pieces for the faculty at Illinois State University. 
                                                             
24 Ibid. 
25 Ibid. 
26 Casal, “Panamanian Art Music for Strings:” 
27 Labonville, “Roque Cordero (1917-2008) in the United States.” 
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According to Cordero’s son, efforts continue to bring attention to these pieces individually, 
on a demand basis.28  
Compositional Style 
Cordero’s compositional style successfully blends dodecaphonism with the 
rhythmic elements of Panamanian folk music. According to Gutierrez, “Cordero respected 
and followed the composers from the Viennese School, the ones that have studied with 
Schoenberg – adding the Latin American ingredient to most of his works. Therefore, he is a 
composer with a strong Latin American identity, but writing with a serial language.” 29 
Cordero’s interest in folk elements can be traced back to his early years in his 
Capricho Interiorano (1939). Even though he could be labeled a nationalistic composer for 
using Panamanian elements, he did not consider himself one.  
“My music is not nationalist in the sense of being a conscious exploitation of 
the folklore of my country, but that music, if I must be honest in my 
creations, it must be the expression of something that belongs to my people, 
which does not allow my music to sound like French, Italian, or German 
music. That "something" I try to express through melodic figures related to 
our folklore and through the exploitation of rhythmic vitality of our dances. 
National art without being nationalist.”30 
 
His encounter with dodecaphonic music happened through hearing a performance of 
the dances of Carlos Paz, an Argentinean composer and the first Latin American to utilize 
the method. However, it was while studying with Krenek when he first considered the 
possibility of using that technique in his music; specifically after discovering his book 
“Studies in Counterpoint Based on the Twelve-Tone Technique”31 that explains the 
dodecaphonic method. Cordero realized that if he mastered the twelve-tone system, he                                                              
28 Dimitri Cordero, email message to author, February 11, 2015 
29 Germán Gutiérrez, interview by author, March 29, 2014. 
30 Gilbert Chase, Introducción a la Música Americana Contemporánea (Argentina: Editorial Nova, 1958) 
31 Tim Ashley, "Krenek, Ernst," The Oxford Companion to Music. Oxford Music Online. Oxford University 
Press, accessed November 26, 2014. http://www.oxfordmusiconline.com/subscriber/article/opr/t114/e3775 
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would be able to find a way to use it and at the same time not lose or abandon his existing 
identity. When he first asked Krenek to teach him the method, Krenek was hesitant. 
Cordero himself stated that Krenek knew how much Cordero32, wanted to be a 
“Panamanian composer”, and he believed that a central European technique was unsuited to 
the sensibility or aesthetic of Latin American composition.  
After Cordero’s argument that he desired mastery of the technique in order to use it 
in service of his personal aesthetic, Krenek agreed to teach Cordero the method to see what 
could result. Since then, Cordero remained a dodecaphonic composer, occasionally 
returning a more tonal style33. According to Gutierrez the intense use of serialism in his 
music could be the reason why Cordero’s music has not been so widespread, “…it was 
listened to during that time, but the rise of serialism has vanished.”34 A similar situation 
occurred with Krenek. According to Gutierrez, “there was an abuse of serial music by the 
composers at that time, and the audiences just got tired of it. Dodecaphonic music not only 
implies a challenge for musicians to perform, but because of its aridity, Serialism brings 
several difficulties for listeners as well.”35 
“Cordero crafted his rows in such a way that they would create melodies or 
harmonies that had tonal characteristics without being explicitly tonal in order to bring 
Panamanian elements into his pitch materials.”36 
The fusion between nationalism and dodecaphonism was challenging, particularly 
back in the 1950’s. A main question that emerged was if it was indeed logical, convenient,                                                              
32 Roque Cordero, “El serialismo” 1–2, in Labonville, Marie. “Roque Cordero (1917-2008) in the United 
States.” Paper presented at the Latin American Music Center’s Fiftieth Anniversary Conference “Cultural 
Counterpoints: Examining the Musical Interactions between the U.S. and Latin America, Indiana University, 
Bloomington, 2011. 
33 Casal, “Panamanian Art Music for Strings:” 
34 Germán Gutiérrez, interview by author, March 29, 2014. 
35 German Gutierrez, interview by author, March 29, 2014. 36 Labonville, “Roque Cordero (1917-2008) in the United States.” 
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or even natural for Latin American composers to merge folk music with European styles.37 
According to these critiques, the only way to compose something that differed from 
European music was the artistic exploitation of the Latin American folklore. After several 
criticisms Cordero wrote an essay discussing this merger for the Second Festival of Latin 
American Music, where he challenged the opposition of nationalism and dodecaphonism. 
In his opinion: 
“This question is unnecessary. Should it be considered illogical that today’s 
man expresses himself in the language of his time? Is it not logical and 
healthy that being in the second half of the twentieth century, a man takes 
advantage of all technical, scientific, and social achievements of recent 
years? … Or is it that the only way to compose music for everybody is to 
use common fragments, which could easily be identified by an audience? 
Why underestimate the power of an appreciative?”38 
 
 
Cordero’s selected works for cello 
 
 During his career, Cordero wrote two pieces for cello: the Sonata for Cello and 
Piano and the Soliloquio No. 6 for cello solo.  
Sonata for Cello and Piano  
The Sonata for Cello and Piano was composed in 1963 when Cordero was 46 years 
old. It falls within the period 1958-1964 that according to Labonville was distinguished by 
the prize given to his Symphony No. 2 (1956) at Second Festival of Latin American Music 
in Caracas. The cash awarded by this prize greatly helped the financial situation of his 
family. Most importantly, Cordero began earning more respect and recognition in Panama 
after winning the award. He also began to participate in international festivals and 
                                                             




conferences regularly.39 These trips brought him into contact with the leading composers of 
many nations. He became the leading composer of his own country.40 In spite of this he 
continued facing obstacles due to politics in the local Panamanian music community, 
eventually causing him to leave Panama in 1966.  
The Sonata for Cello and Piano was commissioned by Adolfo Odnoposoff, an 
Argentine-born-and-raised cellist with Russian-Jewish background who concertized for five 
decades under the baton of several conductors such as Arturo Toscanini, Erik Kleiber, Sir 
John Barbirolli, Eduardo Mata, Jorge Sarmientos, among others. Odnoposoff was principal 
cellist in the most important orchestras of Latin America and the Caribbean. He gave 
recitals for many presidents, was Pablo Casals’ teaching assistant for several years in 
Puerto Rico, and also performed in North America, Europe, Israel, and the former USSR. 
Mrs. Berthe Odnoposoff, Odnoposoff’s wife and pianist, was interviewed during the 
spring of 2014. She remembers Maestro Cordero dearly and recalls performing his piece 
together with her husband. At the present time, Mrs. Odnoposoff is in her nineties.  
“Look into her husband’s documents to find any material that could prove that the 
Odnoposoff actually performed the piece was not an easy task.”41 Fortunately, Dimitri 
Cordero keeps material confirming that the Cello Sonata was first performed on September 
10, 1985 and again on September 22 in 1992 by Ko and Yuri Iwasaki. Additionally, he also 
has a recording by Adolfo Odnoposoff in collaboration with his wife, Bertha Odnoposoff, 
                                                             
39 Labonville, “Roque Cordero (1917-2008) in the United States.” 
40 Ibid. 41 Berthe Odnoposoff, interview by author, April 1, 2014 
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but there is no precise date as to when this performance took place. 42 Cellist Ko Iwasaki, 
during a telephone conversation recalled performing the piece internationally. 43 
Soliloquio No.6 for Cello Solo  
The Soliloquio No.6 for cello solo was composed in 1992, situated within the period 
1987–2000 of Cordero’s life. During this period Cordero was already retired but continued 
teaching composition part-time at Illinois State University, maintaining his series of 
campus concerts of Latin American music, participating in international music festivals, 
and accepting invitations as guest conductor.  
 
Then later on, I decided I would write another Soliloquio this time for cello, 
for my friend Ko Iwasaki, who always collaborated with my Latin American 
Concerts. And, while I was in Oregon one summer, I started writing a 
Soliloquios número seis, for solo cello. I came back to ISU that summer, and 
while I went to check my mail, I was informed that my friend Bernie Eichen, 
who was not in very good health he had been suffering of his heart before, 
and he had a pacemaker although he seemed to be feeling fine when I saw 
him a few days before I went to Oregon and he was looking forward to 
going to Spain with the Youth Orchestra of Kansas City but he passed away 
in New York, among friends, and his violin in his hands, after playing while 
he rested, and never came back. Of course, I was quite moved by the news. 
He was a very close friend of Ko Iwasaki.44 
 
 
The Soliloquio No.6 was dedicated to cellist Ko Iwasaki. Iwasaki is a Japanese 
cellist who studied with Hideo Saito, Leonard Rose, Harvey Shapiro, and Pablo Casals. He 
won numerous international cello competitions (i.e. the Vienna, Munich, Budapest, 
Cassado, and Tchaikovsky competitions) and awards (i.e. Arts Minister Award for Young 
Artists and the Arts Festival Record Prize for his performance of contemporary Japanese 
cello music). Since 1974, he has relocated in the United States where he has performed                                                              
42 Dimitri Cordero, email message to author, November 24, 2014. 
43 Ko Iwasaki, interview by author, April 1, 2014. 




extensively both as a soloist and as a chamber music artist. He has also performed in 
Europe, the former Soviet Union, and Japan. In addition, he has participated in numerous 
festivals (i.e. Marlboro, Aspen, Santa Fe, Lockenhaus, and Kuhumo). He has taught at 
Illinois State University, University of Illinois, and the Southern Methodist University.45 
Since 1990, he has been invited to serve as jury member at many international competitions 
such as Cassado, Munich, the Tchaikovsky, and Isang Yun. Currently, he is an adjunct 
professor at Toho Conservatory in Tokyo, and regular faculty member at the Institute for 
Strings (Dallas), and the Montecito International Music Festival in California.46  
During the spring of 2014, I was able to interview Prof. Ko Iwasaki who described 
Mr. Cordero as a happy, friendly person and a profound composer. Prof. Iwasaki was more 
interested in the Soliloquio than in the Sonata. He stated that he played the Soliloquio No. 6 
at a recital during his faculty residence at Illinois University, but he was unable to find a 
program of the event. Also, he did not recall having recorded the piece. Mr. Iwasaki 
mentioned that he performed the Soliloquio only at Illinois State University.47 Fortunately, 
Mr. Dimitri Cordero had a recording of the world premiere of the Soliloquio No. 6 by Mr. 
Iwasaki on April 6, 1993 who later performed the piece on November 9, 1993. Cellist 
Gregory Hamilton made another performance, on October 29, 1996.48 
One of my research questions was if Soliloquio No. 6 had a larger connection to -or 
musical sequences among- the other five soliloquies. In this regard, Mrs. Labonville 
provided some information based on Mr. Cordero’s memoirs. According to the memoirs, 
each Soliloquio was created for a different circumstance, unrelated between them.                                                              
45 Chamber Music International, 2014 Concert Season. Accessed March 5, 2014, 
http://www.chambermusicinternational.org/index.php?main=artists&artist_id=10.  
46 Ibid. 
47 Hiro Iwasaki, interview by author, April 1, 2014. 
48 Dimitri Cordero, email message to author, November 24, 2014. 
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Soliloquio No. 1 [1975] was written upon request of his friend Max Schoenfeld, flutist; 
Soliloquio No. 2 [1976] was a request by Jim Boitos, for alto sax; Soliloquio No.3 [1976] 
for Aris Chávez, for solo clarinet; Soliloquio No. 4 [1981] for percussion, written and 
dedicated to David Shrader; and Soliloquio No. 5 [1981] for string bass, for his friend 
Arthur Corra.49 
  
                                                             




Structure and Analysis of Selected Works 
The following section describes the structure and provides an analysis of the 
selected pieces. This analysis was made by using the “Twelve-Tone” composition system. 
The system consists of the twelve notes inside the octave (C-C#/Db-D-D#/Eb-E-F-F#/Gb- 
G-G#/Ab-A-A#/Bb-B-C. The system works in an “ordered relationship where all notes are 
treated as equal, and no group of notes predominates as in major/minor key system.”50 
In the Schoenberg method, precursor of this technique: 
all pitches are related to a fixed order of the 12 chromatic notes, this order 
providing the work's basic shape. The fixed order is called a note-row (or 
series or set). No note is repeated within a row, which therefore comprises 
12 different notes and no other. The note-row is not a theme but a source 
from which the comp. is made. It can be transposed to begin on any of the 
12 pitches, and it may appear in retrograde, inversion, and retrograde
inversion. Since each of these transformations may also be transposed, each 
note-row can have 48 related pitch successions. 51 
 
For the two pieces, the main matrixes are created by assigning P0 to the first row of 
the works and the designation does not change for the following movements. I refer to the 
main matrix because in Soliloquio No. 6, Cordero uses three different matrixes, although 
the overall piece is mainly structured by using the first matrix. “The labels for other rows 
are numbered in relation to their transposition. Consequently, if P0 begins with an F-
natural, P1 will begin with a F-sharp. 
 
For inversions, each inversion row I0-11 will start on the same pitch as the associated                                                              
50 "Twelve-Note Composition." The Oxford Dictionary of Music, 2nd ed. rev. Oxford Music Online. Oxford 
University Press, accessed February 3, 2015, 
http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e10517. 51 "Serialism, Serial Technique, Serial Music." The Oxford Dictionary of Music, 2nd ed. rev.. Oxford 




prime row, P0-11. So if the row P0 starts on “G'', then I0 will too.”
52 “The retrograde 
inversion rows contain all the same pitches as their associated primary or inversion rows, 
only in reverse order. For example, R0 contains the same pitches as P0 in reverse order. 
Similarly, RI0 is the reverse of I0. This means that the proceeding pitch of an R or RI row 
will be the same as the ending pitch of the similarly-numbered P or I row.”53 
The matrix is provided in both cases, and the rows used on each matrix have been 
colored for each movement, followed by a discussion of elaboration and form. The analysis 
of the piece was made by a thorough identification of rows. Understanding the relationship 
between different rhythms along with the search for possible Panamanian or Latin 
American folk tunes and rhythmic patterns is essential to determining how Cordero’s 
musical ideas were shaped throughout these pieces.  
In Spring 2014 I performed these compositions while simultaneously working on 
the process of the theoretical analysis. This performance proved to be very successful, 
enriching both sides of my research. In addition, the Russian pianist Liudmila 
Georgievskaya kindly accepted my request to participate in the project, and we played this 
Sonata together. Some insights from the perspective of a pianist about the performance of 




                                                             




Sonata for Cello and Piano 
This Sonata is based on the dodecaphonic technique, but what makes this piece - 
and many others Cordero’s pieces - different, is the clever use of tone rows and free 
manipulation to serve his musical ideas. He uses much of the same material throughout 
each movement, with some elaboration. Functional harmony is completely absent 
throughout the Sonata.  
All movements from the Sonata begin and end with the same row pattern. The way 
that tonal music begins and ends in the tonic key and the different tempo markings, 
dynamics, combination of rows and rhythmic patterns all delineate the relationships within 
this piece that are analogous and constructed on a typical 18th or 19th century model which 
consists of: 1) establishment of a tonic, 2) movement away from the tonic, and 3) return to 
the tonic.54 In this case, in place of a tonic key or primary theme, the composer establishes, 
moves away from, and returns to the Prime Row. Cordero treats the prime row, “like” a 
tonic or as a post-tonal analogy to a tonic. A tonic is a consonant triad or key area, which a 
12-tone row can never be. Instead, the prime form of the row is a stable point of reference 
for the organization of the work. 
 The Sonata has three movements: Allegro molto appasionato, Adagio, and Vivace. 
Figure 1 shows the matrix used in the Sonata, and Figure 2 provides an overview of its 
structure. 
All movements use the prime row (5, 4, 10, 9, 0, 1, 7, 2, 3, 6, 8, 11), and the 
permutations I0 (5, 6, 0, 1, 10, 9, 3, 8, 7, 4, 2, 11) and RI0 (11, 2, 4, 7, 8, 3, 9, 10, 1, 0, 6, 5).  
                                                             
54James Webster, "Sonata form," Grove Music Online. Oxford Music Online. Oxford University Press, 
accessed November 22, 2014 http://www.oxfordmusiconline.com/subscriber/article/grove/music/26197. 
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As shown in Figure 2, the first and second movements of this work use the fewest 
number of permutations while the third movement utilizes them the most. The Allegro 
molto appassionato uses the prime row and six permutations; the second movement, 
Adagio, uses the prime row and six permutations (R0, I0, I6, I7, I11 and RI0); and the third 
movement, Vivace, uses (PO, P1, P2, R0, R5, R11, I0, I6, I7, I11, and RI0). 
 
  
I0 I11  I5 I4 I7 I8 I2 I9 I10 I1 I3 I6 
  
P0 5 4 10 9 0 1 7 2 3 6 8 11 R0 
P1 
6 5 11 10 1 2 8 3 4 7 9 0 
R1 
P7 
0 11 5 4 7 8 2 9 10 1 3 6 
R7 
P8 
1 0 6 5 8 9 3 10 11 2 4 7 
R8 
P5 
10 9 3 2 5 6 0 7 8 11 1 4 
R5 
P4 
9 8 2 1 4 5 11 6 8 10 0 3 
R4 
P10 
3 2 8 7 10 1 5 0 1 4 6 9 
R10 
P3 
8 7 1 0 3 4 10 5 6 9 11 2 
R3 
P2 
7 6 0 11 2 3 9 4 5 8 10 1 
R2 
P11 
4 3 9 8 11 0 6 1 2 5 9 10 
R11 
P9 
2 1 7 6 9 10 4 11 0 3 5 8 
R9 
P6 
11 10 4 3 6 7 1 8 9 0 2 5 
R6 
  
RI0 RI11 RI5 RI4 RI7 RI8 RI2 RI9 RI10 RI1 RI3 RI6 
  





Allegro molto Appasionato 
P0 = 5, 4, 10, 9, 1, 7, 2, 3, 6, 8, 11 
P2 = 7, 6, 0, 11, 2, 3, 9, 4, 5, 8, 10, 1 
I0 = 5, 6, 0, 1, 10, 9, 3, 8, 7, 4, 2, 11 
I2 = 11, 8, 6, 3, 2, 7, 1, 0, 9, 10, 4, 5 
R0 = 11, 8, 6, 3, 2, 7, 1, 0, 9, 10, 4, 5 
R9 = 11, 8, 6, 3, 2, 7, 1, 0, 9, 10, 4, 5 
RI0 = 11, 2, 4, 7, 8, 3, 9, 10, 1, 0, 6, 5 
Adagio 
P0 = 5, 4, 10, 9, 1, 7, 2, 3, 6, 8, 11 
R0 = 11, 8, 6, 3, 2, 7, 1, 0, 9, 10, 4, 5 
I0 = 5, 6, 0, 1, 10, 9, 3, 8, 7, 4, 2, 11 
I6= 11, 0, 6, 7, 4, 3, 9, 2, 1, 10, 8, 5 
I7 = 0, 1,7, 8, 5, 4, 10, 3, 2, 11, 9, 6 
I11 = 4, 5, 11, 0, 9, 8, 2, 7, 6, 3, 1, 10 
RI0 = 11, 2, 4, 7, 8, 3, 9, 10, 1, 0, 6, 5 
Vivace 
P0 = 5, 4, 10, 9, 1, 7, 2, 3, 6, 8, 11 
P1 = 6, 5, 11, 10, 1, 2, 8, 3, 4, 7, 9, 0 
P2 = 7, 6, 0, 11, 2, 3, 9, 4, 5, 8, 10, 1 
R0 = 11, 8, 6, 3, 2, 7, 1, 0, 9, 10, 4, 5 
R5 = 4, 1, 11, 8, 7, 0, 6, 5, 2, 3, 9, 10 
R11 = 10, 7, 5, 2, 1, 6, 0, 11, 8, , 9, 3, 4 
I0 = 5, 6, 0, 1, 10, 9, 3, 8, 7, 4, 2, 11 
I6 = 11, 0, 6, 7, 4, 3, 9, 2, 1, 10, 8, 5 
I7 = 0, 1, 7, 8, 5, 4, 10, 3, 2, 11, 9, 6 
I11 = 4, 5, 11, 0, 9, 8, 2, 7, 6, 3, 1, 10 
RI0 = 11, 2, 4, 7, 8, 3, 9, 10, 1, 0, 6, 5 




First Movement: Allegro Molto Appasionato 
Figure 3 shows the rows used in the first movement, organized in a compound 
ternary form: ABABA, and Figure 4 shows a diagram of the organization of the first 
movement. 
 
I0 I11  I5 I4 I7 I8 I2 I9 I10 I1 I3 I6 
P0 5 4 10 9 0 1 7 2 3 6 8 11 R0 
P1 6 5 11 10 1 2 8 3 4 7 9 0 R1 
P7 0 11 5 4 7 8 2 9 10 1 3 6 R7 
P8 1 0 6 5 8 9 3 10 11 2 4 7 R8 
P5 10 9 3 2 5 6 0 7 8 11 1 4 R5 
P4 9 8 2 1 4 5 11 6 8 10 0 3 R4 
P10 3 2 8 7 10 1 5 0 1 4 6 9 R10 
P3 8 7 1 0 3 4 10 5 6 9 11 2 R3 
P2 7 6 0 11 2 3 9 4 5 8 10 1 R2 
P11 4 3 9 8 11 0 6 1 2 5 9 10 R11 
P9 2 1 7 6 9 10 4 11 0 3 5 8 R9 
P6 11 10 4 3 6 7 1 8 9 0 2 5 R6 
RI0 RI11 RI5 RI4 RI7 RI8 RI2 RI9 R10 R1 R3 R6 
Figure 3: Rows used in the first movement.  
Allegro molto appassionato A 
Theme group a1 a2 a3 
mm. 1 – 17 18 – 39 40-53 
Moderato quasi Andante B 
Theme group b1 b2 
mm. 54-69 70-76 
Tempo I A 
Theme a4 a5 a6 a7 
mm. 77 – 85 85.5 - 98 99 - 111 112 – 131 
Andante quasi adagio B’ 
Theme group b3 b4 
mm. 132-138 139-145 
Allegro appassionato A 
Theme group a4 a5 CODA 
mm. 146 - 159 160-167 168 -186 
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Second Movement: Adagio 
As shown in Figure 21 the II movement is organized in ternary form: ABA. Figure 
22 shows the rows –in color- used in the construction of the second movement.  









b3 a3’ a4’ 
mm. 1-19 19-36 37-43 43-52 52.5 - 61 62-72 72-84 
Figure 21: Form diagram of the Adagio Movement. 
 As in any slow second movement from a classical or romantic sonata, the second 
movement contains the most relaxed tempo within this piece. Its overall form can be 
described as thoughtful and delicate with grotesque sounds in the middle section or part B. 
Similar to with the first and third movement, the permutations that are presented in the first 
melodic ideas at the beginning of the piece are also the ones that conclude the movement. 
In the second movement, the case is different. It begins with the permutations I9 and P0, 
and it ends with two different ones, are I4 and I10. Another feature that separates this 
movement from the other two is the use of extended techniques. For example, the pianist is 
instructed to play inside the piano to pluck the instrument’s strings. The performer needs to 
figure out when to stand up and when to sit down so their sound is no disturbance of any 
kind while doing this. Another challenge of this technique is in the holding of the pedal 
while the pianist is standing. 60 




I0 I11  I5 I4 I7 I8 I2 I9 I10 I1 I3 I6 
P0 5 4 10 9 0 1 7 2 3 6 8 11 R0 
P1 6 5 11 10 1 2 8 3 4 7 9 0 R1 
P7 0 11 5 4 7 8 2 9 10 1 3 6 R7 
P8 1 0 6 5 8 9 3 10 11 2 4 7 R8 
P5 10 9 3 2 5 6 0 7 8 11 1 4 R5 
P4 9 8 2 1 4 5 11 6 8 10 0 3 R4 
P10 3 2 8 7 10 1 5 0 1 4 6 9 R10 
P3 8 7 1 0 3 4 10 5 6 9 11 2 R3 
P2 7 6 0 11 2 3 9 4 5 8 10 1 R2 
P11 4 3 9 8 11 0 6 1 2 5 9 10 R11 
P9 2 1 7 6 9 10 4 11 0 3 5 8 R9 
P6 11 10 4 3 6 7 1 8 9 0 2 5 R6 
RI0 RI11 RI5 RI4 RI7 RI8 RI2 RI9 RI10 RI1 RI3 RI6 
Figure 22: Rows used in the second movement. 
The movement is in ABA form. Each part is divided in subsections. The A part is 
divided in subsections: (a1) (1-19), (a2) (19-36). Part B is divided in subsections: (b1) (mm. 
37-41), (b2) (mm. 37-51), (b3) (51-61) and part A’ is divided in the subsections: (a3) (mm. 
62-72), (a4) (mm. 72-84). In the first subsection (a1), begins with an introduction of the 
row I11 (4, 5, 11, 0, 9, 8, 2, 7, 6, 3, 1, 10) in the cello part. The cello line begins with four 
measures of a solo lyrical phrase and the piano follows the line by gently adding chords 
using every member of the permutation P2 (7, 6, 0, 11, 2, 3, 9, 4, 5, 8, 10, 1) in m. 4. From 
mm. 5-12, the melody is developed in the cello line, which creates a conversational musical 
line with the countermelody expressed by the piano. A complex rhythm helps to materialize 
the alternation of the rhythmical figures. For example, in m. 5-11 you will find groups of 
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Third Movement: Vivace 
The third movement is written in A-B-A ternary form. In comparison with the other 
two, this movement is outlined by Panamanian “strong rhythms” 61 punto and mejorana. 
The occurrence of hemiolas can be found as this movement progresses, which consists of 
“the articulation of two units of triple meter as if they were notated as three units of duple 
metre.”62 Hemiolas are components of the native Panamanian rhythm in the mejorana and 
punto.63 Another characteristic of this part is a vast section played in pizzicato: for example, 
at the beginning of the piece. Last but not least, the third movement utilizes the greatest 
range and variety of permutations. In Figure 30, the matrix shows the rows used in the first 
movement and Figure 31 shows the form diagram of the Allegro molto appassionato 
movement. 
  I0 I11  I5 I4 I7 I8 I2 I9 I10 I1 I3 I6 
P0 5 4 10 9 0 1 7 2 3 6 8 11 R0 
P1 6 5 11 10 1 2 8 3 4 7 9 0 R1 
P7 0 11 5 4 7 8 2 9 10 1 3 6 R7 
P8 1 0 6 5 8 9 3 10 11 2 4 7 R8 
P5 10 9 3 2 5 6 0 7 8 11 1 4 R5 
P4 9 8 2 1 4 5 11 6 8 10 0 3 R4 
P10 3 2 8 7 10 1 5 0 1 4 6 9 R10 
P3 8 7 1 0 3 4 10 5 6 9 11 2 R3 
P2 7 6 0 11 2 3 9 4 5 8 10 1 R2 
P11 4 3 9 8 11 0 6 1 2 5 9 10 R11 
P9 2 1 7 6 9 10 4 11 0 3 5 8 R9 
P6 11 10 4 3 6 7 1 8 9 0 2 5 R6 
R0 R11 R5 R4 R7 R8 R2 R9 R10 R1 R3 R6 
Figure 30: Rows used in the third movement.                                                              
61 Casal, “Panamanian Art Music for Strings:” 
62 Julian Rushton, "Hemiola," Grove Music Online. Oxford Music Online. Oxford University Press, accessed 
November 20, 2014, http://www.oxfordmusiconline.com/subscriber/article/grove/music/12768. 





Figure 31: Form diagram of the Allegro molto appassionato movement. 
 
The first A section is comprised of four subsections: (a1) mm. 1-26, (a2) mm. 27-
52, (a3) mm. 53-84, (a4) mm. 85-102. What characterizes subsection (a1) from subsections 
(a2) and (a3) is the use of the same melodic contour from the two bar introduction of (a1) 
where each is developed differently. In comparison with (a1) and (a2), (a3) begins the 
section with an augmentation of the main theme of (a1) and the second motive is the same 
as m. 2 of (a1). Group (a4) on the other hand, is rhythmically related to the beginning of the 
piece with a persistent group of 6/8 pedal notes. The section ends with the main motivic 
cell of the beginning of the piece in mm. 100-103. In contrast with the first movement, that 
also uses the prime row, the third movement uses the 6/8-meter form the mejorana rhythm, 
giving a completely different texture and contour to the movement.  
Subsection (a1) initiates the piece by using each member of the prime row in the 
cello line. In the piano staff line, Cordero elaborates the accompaniment with members of 
the permutation P2. In mm. 2-6, the music responds to the motivic idea presented in the 
cello line. Landing in the accompaniment moving in a descending line with members of 
III Movement: Vivace 
A 
Theme Group a1 a2 a3 a4 
mm. 1-26 27-52 53-84 85-102 
B 
Theme Group b1 b2 
mm. 37-43 44-52 
A’ 
Theme Group a5 a6 a7 a8 CODA 
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Analysis of the return to the third movement is market by this slow, lyrical next 
section. This B’ section is divided in two subsections - b1 (mm.103-118) and b2 (mm. 118-
131). This section is a reprise of (b1) from the first movement. In this movement, (b1) 
quotes the first exact melody line from measures (54-56) from the first movement and as a 
whole, the section is longer than the previous two (b) sections from the first movement.  
As in the Moderato quasi andante section, music in (b1) is shaped by permutation 
R0 and the same cello line from mm.54-56 (b1, Movement I) in mm. 103-106. Therefore, 
these rows give a natural identity that differentiates this section from the rest of the piece; 
where the prime row usually is the predominant row that marks the melodic line on each 
section. The piano line, in comparison with the (b1) section from the Moderato quasi 
andante, creates a different texture with members of the prime row and then with members 
of permutation R10.  The music in m. 113 is shaped by the addition of a new row R5 (4, 1, 
11, 8, 7, 0, 6, 5, 2, 3, 9, 10), which overlaps in m. 106 with permutation R0 (see Figure 43). 
Subsection (b1) ends in a tranquil state on pitch class 2 (d natural) in m. 118.  
Subsection (b2) contains an alternation of angry and dreamy characters, the latter ending 
the section. The piano begins (b2) in m.118 with the next theme group, which is based on 
permutation R0. It continues this phrase with the main motive presented in m.103: at first in 
the right hand, then in the left hand. This is created by passing the motivic cell of integers 
8, 6, 3, 2, 7 of the melody in the left hand through a descending major second interval, 
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Soliloquio No. 6 for Cello Solo 
The following section describes the structure and provides an analysis of Soliloquio. 
No. 6. Soliloquio is a piece that can be described as a solo sonata for cello with three 
complex movements. The movements are not organized in the common style of classical or 
romantic sonata, but they are mostly characterized by the style of song and dances  from 
Panamanian or Latin American rhythmic patterns. These patterns reflect various moods and 
tempo changes. The overall structure of the piece is as follows: First movement: slow-
moderato- fast – slow, Second movement: slow, and Third movement: fast. 
According to Cordero’s memoirs, the writing of the first movement was interrupted 
-and the second movement inspired- by the loss of a close friend of his, which accounts for 
its solemn mood.  He later resumed his work on the first movement and upon its’ 
completion of the first movement, he used the main motive from the second movement to 
craft the joyful mood of the third.  
So I stopped writing the first movement of the piece for Ko, and wrote the 
second movement—Lento e tristo—just to show my sadness for losing the 
friend. After I finished the second movement, I went back and completed the 
first—and then took the motive of the sad second movement and exploited 
that for the last movement—with some dance character—an affirmation of 
life. So, that was the reason for that so sad movement in the Soliloquios 
número seis [1992].65 
 
Cordero uses three different matrixes for this piece. There is a “mother” matrix used 
during the entire piece –that can be referred to as Matrix I-. In the second movement 
Cordero uses Matrix I with the addition of a new matrix, Matrix II. In the third movement, 




he uses Matrix I and II plus a third matrix, Matrix III. Figure 56, Figure 57, and Figure 58 
show the matrixes and rows used in each movement.  
Matrix I 
P0 = 4, 5, 11, 2, 1, 8, 10, 9 , 0, 6, 7, 3 I0 = 4, 3, 9, 6, 7, 0, 10, 11, 8, 2, 1, 5 
P11 = 3, 4, 10, 1, 0, 7, 9, 8, 11, 5, 6, 2 RI2 = 7, 3, 4, 10, 1, 0, 2, 9, 8, 11, 5, 6
R11 = 2, 6, 5, 11, 8, 9, 7, 0, 1, 10, 4 , 3 RI0 = 5, 1, 2, 8, 11, 10, 0, 7, 6, 9, 3, 4 
Figure 56: Matrix and rows used in the first movement: Adagio. 
 
Matrix I Matrix II 
RI2 = 7, 3, 4, 10, 1, 0, 2, 9, 8, 11, 5, 6 P0 = 5, 1, 0, 3, 11, 8, 9, 6, 4, 2, 10, 7 
P9 = 2, 10, 9, 0, 8, 5, 6, 3, 1, 11, 7, 4
I0 = 5, 9, 10, 7, 11, 2, 1, 4, 6, 8, 0, 3
Figure 57: Matrixes and rows used in the second movement: Largo e tristo 
 
Matrix I 
P0 = 4, 5, 11, 2, 1, 8, 10, 9, 0, 6, 7, 3 P7 = 11, 0, 6, 9, 8, 3, 5, 4, 7, 1, 2, 10 I8 = 0, 11, 5, 2, 3, 8, 6, 7, 4, 10, 9, 1 
P3 = 7, 8, 2, 5, 4, 11, 1, 0, 3, 9, 10, 6 R11= 2, 6, 5, 11, 8, 9, 7, 0, 1, 10, 4, 3 RI2 = 7, 3, 4, 10, 1, 0, 2, 9, 8, 11, 5, 6  
P5 = 9, 10, 4, 7, 6, 1, 3, 2, 5, 11, 0, 8 I0 = 4, 3, 9, 6, 7, 0, 10, 11, 8, 2, 1, 5,   
Matrix II 
P0 = 5, 1, 0, 3, 11, 8, 9, 6, 4, 2, 10, 7 R2 = 9, 0, 4, 6, 8, 11, 10, 1, 5, 2, 3, 7 
R0 = 7, 10, 2, 4, 6, 9, 8, 11, 3, 0, 1, 5 I0 = 5, 9, 10, 7, 11, 2, 1, 4, 6, 8, 0, 3 
Matrix III 
P0 = 4, 8, 7, 2, 1, 3, 11, 10, 0, 5, 9, 6 






First Movement: Adagio - Allegretto 
All movements use a row from the matrix of the prime row (4, 5, 11, 2, 1, 8, 10, 9, 
0, 6, 7, 3) presented at the beginning of the piece. The first movement is organized in a 
rondo form. The first section begins in a very slow tempo, which we will refer to as section 
A. This “Adagio” serves as the introduction to the piece, after which the music accelerates 
through the use of syncopation ultimately arriving in the Andante section. Once again, the 
music slows down only to speed up again as it approaches the playful Allegretto, or C-
section. This movement will conclude with the slow character of theme one.  Figure 59 
shows the structure of the first movement and Figure 60 highlights in color the rows used. 
 
Adagio Andante Adagio Allegretto Meno mosso Allegretto Adagio Molto Adagio
1-18 19-45 46-52 53-100 101-11 112-116 118-121 122-127 
A B A C Transition C A Coda 
Figure 59: Structure of the first movement of the Soliloquio No 6 for Cello solo. I0  I1  I7 I10 I9 I4 I6  I5  I8 I2 I3 I11 P0 4 5 11 2 1 8 10 9 0 6 7 3 R0  P11 3 4 10 1 0 7 9 8 11 5 6 2 R11 P5 9 10 4 7 6 1 3 2 5 11 0 8 R5 P2 6 7 1 4 3 10 0 11 2 8 9 5 R2 P3  7 8 2 5 4 11 1 0 3 9 10 6 R3 P8  0 1 7 10 9 4 6 5 8 2 11 11 R8 P6 10 11 5 8 7 2 4 3 6 0 1 9 R6 P7  11 0 6 9 8 3 5 4 7 1 2 10 R7 P4 8 9 3 6 5 0 2 1 4 10 11 7 R4 P10 2 3 9 0 11 6 8 7 10 4 5 1 R10 P9 1 2 8 11 10 5 7 6 9 3 4 0 R9 P1 5 6 0 3 2 9 11 10 1 7 8 4 R1 RI0  RI1  RI7 RI10 RI9 RI4 RI6 RI5 RI8 RI2 RI3 RI11 
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Rather than saturating every single possibility in the application of a row, a new 
matrix is added, from the Matrix II only the prime row P0 (5,1, 0, 3, 11, 8, 9, 6, 4, 2, 1), the 
permutation I10 (5, 9, 10, 7, 11, 2, 1, 4, 6, 8, 0, 3), and P9 (2, 10, 9, 0, 8, 5, 6, 3, 1, 11, 7, 4) 
are used (Figure 79). From the Matrix I, the permutation RI10 (7, 3, 4, 10, 1, 0, 2, 9, 8, 11, 
5, 6) is the only one used (Figure 79). It could be assumed that Cordero mixed the two 
matrixes in one movement to be innovative and add a new musical line with a new row. 
Figure 79 shows the table of row in color used in Matrix I, and Figure 80 the rows in colors 
used in Matrix II. 
I0  I1  I7 I10 I9 I4 I6  I5  I8 I2 I3 I11 P0 4 5 11 2 1 8 10 9 0 6 7 3 R0  P11 3 4 10 1 0 7 9 8 11 5 6 2 R11 P5 9 10 4 7 6 1 3 2 5 11 0 8 R5  P2 6 7 1 4 3 10 0 11 2 8 9 5 R2 P3  7 8 2 5 4 11 1 0 3 9 10 6 R3 P8  0 1 7 10 9 4 6 5 8 2 11 11 R8 P6 10 11 5 8 7 2 4 3 6 0 1 9 R6  P7  11 0 6 9 8 3 5 4 7 1 2 10 R7 P4 8 9 3 6 5 0 2 1 4 10 11 7 R4 P10 2 3 9 0 11 6 8 7 10 4 5 1 R10 P9 1 2 8 11 10 5 7 6 9 3 4 0 R9 P1 5 6 0 3 2 9 11 10 1 7 8 4 R1  RI0  RI1  RI7 RI10 RI9 RI4 RI6 RI5 RI8 RI2 RI3 RI11 
Figure 79: Matrix I used in Soliloquio No. 6 for Cello solo, second movement.  
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Here, a voice leading between two chords is described as parsimonious if no 
intervals are larger than a whole step. Similarly, any close relationship between any two 
chords within the tonal harmony system is therefore parsimonious. Although the 
methodology in this section is based on the twelve-tone technique and not in the new-
Riemannian theory, the idea of parsimonious voice leading is useful to consider when 
explaining this passage. Also, Cohn’s work centers on triadic voice leading, and the chords 
being described are not all triadic. Beginning in m. 41, the main theme reappears but with 
accompaniment. The musical idea is presented with the permutation P9 (2, 10, 9, 0, 8, 5, 6, 
3, 1, 11, 8) from Matrix II. This is the first and only time this permutation is used in this 
arrangement. The theme is accompanied by the prime row P0 that had previously presented 
the main theme in the beginning of the movement from mm. 1 - 4. The tonal center here is 
D and we can hear the harmony of D minor in the first two beats, moving a half step 
downward to Db minor.  
 In m. 42 the bass moves downward from D-flat to C from beat 4. Bb is on top and 
it connects the musical line by suspending the B-flat to A, thus arriving at A minor sonority 
in the first two beats. In the fourth beat, A remains but as a member of B-flat major with D 
in the bass. D from the bass on beat three from m. 42, moves stepwise to the next chord in 
m. 43 to E-flat, where E-flat is the first inversion of C minor, therefore B-flat major from 
the previous beat can be heard as the C minor 7th chord. In m. 43, the chord C and E-flat 
drop a major third in parallel motion to A-flat minor, but there is no connection between the 
two chords. A continuation from the previous beat in m. 42 where A in beat four moves a 
half step down to A-flat in beat two from m. 43 can be noticed. Continuing the musical 
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piece a playful character. The movement is full of syncopated rhythms that could have been 
taken from Panamanian folklore or other African or Latin-American origin. Cordero 
manipulates the twelve-tone technique by using a number of members of specific rows 
instead of using a full row. He also combines members from a single row with members 





Allegro Andante Tempo primo 
m.1-70 m.71-91 m.92 -136 m.137-167 m.168-208 
A B A B A 
Figure 89: Structure of the third movement of the Soliloquio No. 6 for cello solo. 
A diagram or the rows in color used on each matrix is shown in Figure 90, Figure 
91, and Figure 92. 
I0  I1  I7 I10 I9 I4 I6  I5  I8 I2 I3 I11 P0 4 5 11 2 1 8 10 9 0 6 7 3 R0  P11 3 4 10 1 0 7 9 8 11 5 6 2 R11 P5 9 10 4 7 6 1 3 2 5 11 0 8 R5 P2 6 7 1 4 3 10 0 11 2 8 9 5 R2 P3  7 8 2 5 4 11 1 0 3 9 10 6 R3 P8  0 1 7 10 9 4 6 5 8 2 11 11 R8 P6 10 11 5 8 7 2 4 3 6 0 1 9 R6 P7  11 0 6 9 8 3 5 4 7 1 2 10 R7 P4 8 9 3 6 5 0 2 1 4 10 11 7 R4 P10 2 3 9 0 11 6 8 7 10 4 5 1 R10 P9 1 2 8 11 10 5 7 6 9 3 4 0 R9 P1 5 6 0 3 2 9 11 10 1 7 8 4 R1 RI0  RI1  RI7 RI10 RI9 RI4 RI6 RI5 RI8 RI2 RI3 RI11 
Figure 90: Matrix 1 used in Cordero: Soliloquio No. 6 for Cello solo, third movement 
 
  87
I0  I8 I7 I10 I6  I3 I4 I1  I11 I9 I5  I2 P0 5 1 0 3 11 8 9 6 4 2 10 7 R0  P4 9 5 4 7 3 0 1 10 8 6 2 11 R4 P5 10 6 5 8 4 1 2 11 9 7 3 0 R5  P2 7 3 2 5 1 10 11 8 6 4 0 9 R2 P6 11 7 6 9 5 2 3 0 10 8 4 1 R6  P9 2 10 9 0 8 5 6 3 1 11 7 4 R9 P8  1 9 8 11 7 4 5 2 0 10 6 3 R8 P11 4 0 11 2 10 7 8 5 3 1 9 6 R11 P1 6 2 1 4 0 9 10 7 5 2 11 8 R1  P3  8 4 3 6 2 11 0 9 7 5 1 10 R3 P7  0 8 7 10 6 3 4 1 11 9 5 2 R7 P10 3 11 10 1 9 6 7 4 2 0 8 5 R10 RI0  RI8 RI7 RI10 RI6 RI3 RI4 RI1 RI11 RI9 RI5  RI2 
Figure 91: Matrix II used in Cordero: Soliloquio No. 6 for Cello solo, third movement. 
I0  I4 I3 I10 I9 I11 I7 I6  I8 I1  I5  I2 P0 4 8 7 2 1 3 11 10 0 5 9 6 R0  P8  0 4 3 10 9 11 7 6 8 1 5 2 R8 P9 1 5 4 11 10 0 8 7 9 2 6 3 R9 P2 6 10 9 4 3 5 1 0 2 7 11 8 R2 P3  7 11 10 5 4 6 2 1 3 8 0 9 R3 P1 5 9 8 3 2 4 0 11 1 6 10 7 R1  P5 9 1 0 7 6 8 4 3 5 10 2 11 R5  P6 10 2 1 8 7 9 5 4 6 11 3 0 R6  P4 8 0 11 6 5 7 3 2 4 9 1 10 R4 P11 3 7 6 1 0 2 10 9 11 4 8 5 R11 P7  11 3 2 9 8 10 6 5 7 0 4 1 R7 P10 2 6 5 0 11 1 9 8 10 3 7 4 R10 RI0  RI4 RI3 RI10 RI9 RI11 RI7 RI6 RI8 RI1 RI5  RI2 
Figure 92: Matrix III used in Cordero: Soliloquio No. 6 for Cello solo, third movement. 
The beginning of this movement recalls the traditional Panamanian folk dance 
melodic rhythm called mejorana begins the piece. Figure 93 shows an example of a 
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This thesis presented a formal analysis of Cordero’s Soliloquio No. 6 and Sonata for 
Cello and Piano and the historical perception of several aspects of his compositional style. 
This formal analysis complemented the performance of both “Sonata” and “Soliloquio” in a 
recital at Louisiana State University in the Spring of 2014. Theoretically, as well as 
performance-wise, I found both pieces enormously interesting and challenging. Perhaps the 
Sonata for Cello and Piano is slightly more technically demanding than the Soliloquio No. 
6. The Soliloquio he added technical difficulty of performing complex Latin America 
rhythm. By thoroughly studying and analyzing this music, I was able to observe Cordero’s 
creative genius and complex intellect. His skills at blending different rhythmic patterns of 
Panamanian and Latin American rhythms with creative use of dodecaphonic technique are 
unique. His innovative use of three different matrixes in one piece distinguishes him from 
other composers of his time. He fuses these native Latin American elements with serial 
technique in a way no one else has done before. Understanding the organization of his 
music was crucial for the performance of these pieces.  
Furthermore, in the process of studying these pieces, I was able to learn more about 
the boundless possibilities of combining twelve-tone technique with any type of rhythm 
and I was inspired by the richness of the Panamanian folk rhythms and tunes. My objective 
for this research was to help others interested in Cordero’s work to better understand his 
music, particularly these cello works.  Personally, I found great joy and excitement in 
learning both pieces. I felt honored to have this responsibility and I hope to perform more 
of his music and to continue to disseminate his valuable output as Panama most prolific and 
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Panamanian cellist Isaac Casal has appeared in numerous solo recitals, chamber 
music concerts, and as soloist throughout Africa, Europe and the Americas.   An 
experienced orchestra player, Isaac served as principal cellist of the Youth Symphony of 
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Orchestra of the Americas (YOA) international tours performing alongside renowned 
conductors such as Carlos Miguel Prieto, Isaac Karabtchvsky, Valery Gergiev, Benjamin 
Zander, Gustavo Dudamel, and Plácido Domingo.  Isaac served as cello instructor for the 
Mountain View Community College from 2007 to 2011.   
Isaac began his cello studies at the Escuela Juvenil de Música de Panama at the age 
of 7. From the age of nine, he participated in music camps organized by the Concert 
Association of Panama, and in 1998 was granted a scholarship to attend the Daniel Heifetz 
International Institute in Annapolis, Maryland. In 2000 he moved to the United States after 
being awarded a scholarship to study at the Southwest Minnesota State University in 
Marshall, MN. Since then his major teachers have included Karen Melik-Stefanov, Keith 
Robinson from the Miami String Quartet, Javier Arias from the Amernet String Quartet, 
Gary Hardy, and Andres Diaz. He has degrees from Florida International University, 
Baylor University, and Southern Methodist University, where he earned the prestigious 
Artist Certificate as a student of Andres Diaz in May 2010. 
Isaac Casal began his doctoral studies at Louisiana State University in 2011, and 
earning his DMA in May 2015 under the tutelage of Dennis Parker. 
